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Canthecanonofoneculturebetranslatedintothatofanotherwith-
outviolatingtheintegrityofthecriteriathatgovernthelatterPHereis
avitalquestionpertainingtoculturaltranslation.Letmetakeupthe
caseofWesternlinearperspectiveanditsreinterpretationinTbkugawa
Japanasacasestudyintheculturaltranslationofacanoninnon-
verbalcommunications.l
InasensetheIinearperspectivewasmorethanatechnique,itwasa
culture.Foralongtime,itrepresented,asametaphororametonymy,
Westernscienceasawholeandincarnatedtheprogressofmodern
knowledge.ByvirtueofitsmonopolyofthepictorialplaneinWest-
ernacademiceducationofthe丘nearts,itsexclusivedominanceasthe
uniquegrammarofarchitecturaldrawing,itsrationaldetermination
andreductionofthethree-dimensionalspaceintotwo-dimensionality,
itspanopticonliker馮i〃aeduregard,thelinearperspectivehasoccupied
apositioncomparabletothatofakindofsecularisedmonotheistic
theology.Symbolofadvancedtechnology」thelinearperspectivewas
believedtobeuniversallyvalidandservednotonlyasthemeasurement
forthestageofpsychologicaldevelopmentofanindividual,butalso,in
alargercontext,asasignofmentalevolutionandenlightenmentofthe
racesandmankind.Thusthelinearperspectivespreadhandinhand
withEuropeanexpansionintotheworld.2
Howeveろthisabsolutecriterioninspatialconstructionwasgradu-
allytoloseitssupremacyoverWesternpaintinginthesecondhalfof
thenineteenthcentury.Curiouslyenough,thisperiodcoincidedwith
thevogueofJapaneseartinEurope.IthasbeenassertedthatJapa-
neseartservedasacatalysttoWesternartistsbysuggestingtothem
anewtypeofpictorialplanefreefromtherestraintoftheacademic
linearperspective.Howeveろthisassertionoverlooksthefactthatthe
linearperspectivehadbeenintroducedinJapaninthesecondhalfof
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theeighteenthcenturyandwaswidelyappliedby罐'γ()一θprintdesign一 浮.tlξ:絵
ers.3Heretheproblemofculturaltranslationcanberaised.Howdid
theJapanesecraftsmenoftheTbkugawaperiod(1600-1868)"trans-
late"WesternlinearperspectiveP恥whichextentwasthistranslation
meaningfulforthereconstructionofthepictorialplaneandvisualcul-
tureinTbkugawaJapanaswellasinthelatenineteenth-centurywestP
Whatwasthecontributionofthis"translation"tothetransformation
ofthespaceconceptionandconfigurationinthecontextofthecultural
exchangebetweenEastandWlest,aswellasintermsoftheformation
of"Modernistaesthetics"～
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Toanswerthesequestions,letusbrieflyanalysetheprocessofadap-
tationofthelinearperspectiveinTbkugawaJapan.OkumuraMasa-
nobti(1686-1764)appearstohaveclaimedforhimselfthetitleofini.
tiatorofthelinearperspective(ifki-ekongen).E勿o)'ingtheCoolat
Rγ690々 〃一Bridge(Ryδ90kul?ashi)n?sMzami,ca.1745)【ILL・亅,oneofhis
typicalpieces,enablesustoseeOkumura'swayof"understanding"
andapplyinganewtechniquefromabroad.Whilefaithfullyimitating
thelinearperspectiveinfrontalprolectiontodepicttheinteriorspace
intheforegroUnd,Masanobucouldnotapply,orratherdidnotfeelit
necessarytoapplythesameprincipletotheexteriorlandscape,lying
inthebackground.ThepopularquarterofRy6goku-Bridgeisdepicted
fromabird's-eyeview,thetraditionalandvirtuallyonlypossibleview-
pointknowntoJapanesepainterssincetheeleventh-centuryMonoga-
tari-e〃zakiorsixteenth-centuryRakuchfi-ralltg'ai-iaわ)ノδhascreens.As
onecanalsoseeinViewofthePortofNagasakilILL.。1,attributedtoハ
M.aruyam.aOky()(1733-1795),thebird's-eyeviewwastheonlywayof
depictingpanoramicsceneryavailabletotheOrientalartist.
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LookingatE勿o:y勿gtheCoo1漉R:yδgo 〃々一Bγ∫4gθ,modernviewers
willimmediatelydetectalackofunitybetweenforegroundandback-
ground.TheboldsuperpositionofthenewlyadaptedWesterntech-
niqueupontheconventionalpictorialspacegivesustheimpression
thatthehallintheforegroundisnoatingintheair.Incidentally,勿∫々一θ
meant"noatingpictures".Modernmentalitywould丘ndinthisarbi-
trarycompositionevidenceofalackofunderstandingof,oraneglect
oftheprincipleofthelinearperspective.
HoweveらwhatcharacterisesOkumura'swayoftranslatingprecisely
P`zr'〃Tπ1η51`τ'ゴ()1/a〃 ゴ'わ(～Aπ'α 〃`1'ゴo〃(丿 〆オわ8Mθ`ゴ8ア ノtEρ ～5オc1フ18加 ノ`η冫`7π
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consistsinthearbitrarinessofthisfancifulcombination.Ormoreaccu-
rately,Okumuraandhispublicprobablydidnot丘ndanyinconven-
ienceorarbitrarinessinthiscombination.Asiswellknown,inthe
Rσ 々〃6肋 一η 勿々g4'一膨 勿 δわ御screensofthesixteenthcenturyaswellas
inthe.Vゴ θ〃oμ 乃θPoπo〆Nog〃5σ ゴ々,theartist's(andtheviewer's)point
ofviewshiftedeasilyandmovedaroundonthepictorialplane.While
thegeneralscenesofthequartersofdowntownKyotoorthearti丘cial
isletofDeshimaintheNagasakiBayweredepictedfromabird's-eye出島
view,thedetailsofthehuman丘guresonthestreetsaswellastheships
thatareminutelydepictedintheNagasakiBayappeartobetakenfrom
ahorizontalpointofview.Inaddition,thisconstantlyshiftingview-
pointalsoaccountsforanotherfeature,i.e.thelackofa丘xedhorizon
lineintheseJapanesebird's-eyeviewpanoramas.
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Capriciouslyshiftingviewpointsandthelackofhorizon,bothof
these"Japanese"characteristicsstillremainintactinMasanobu'swest-
ern-style旅o初 ρθ1'oθ ゴ1,andwouldlookinconsistentandconfusingto
ourmoderneye.Still,thesefeaturesmayhavecontributedtoaccentu-
atingtheunexpectedillusionofarecedingbackgroundandmayhave
arousedexcitementamongthecontemporarypublicofMasanobu.Let
usnotethatversatileadaptabilityinculturaltranslationwasalready
atworkinthisexperimentaltentativeofMasanobu.Thesuperimposi-
tionoftwopictoriallayersenabledthecombinationofheterogeneous
elementswithouttakingintoaccounttheincompatibilityofthelinear
perspectivewithsuchanoffhandedcombination.Insteadof.astruggle
forsupremacyorparasiticrelationbetweenOrientalconventionsand
Westerncriteria,asortofsymbiosis(or"cohabitation")isrealised,
whichwecancompare,atleastinametaphoricalsense,tothephe-
nomenonnamed5御 加 〃盈 θbyJapaneseeco-biologistslikeImanishi
KinjiandMiyaliDenzabur6.
Theoretical-mindedscholarswillwonderwhattheoriginofthisJap-
anese'γo〃2ρ θ1'oθ'1was.Apioneeringworkinthis丘eld,"TheOrigin
andDevelopmentofJapanesetandscapePrints,"anunpublishedPh.D.
thesisbyJulianLee(Washington,Ig77>,pointstoaLatintreatiseby
AndreaPozzo,Pθ75ρθ6廊槻 ρた 診oγ〃〃zθ'〃6痂'θ6'oγ""2(1693-96),t「ans-
latedintoChinesefortheβrsttimeinI72gandagaininI735with
illustrations.As丑)kugawaYoshlmしmehadbeenpromotingtheimpor一徳 川 吉宗
tationofforeignscienti丘cbookssinceI7:≧o,theChinesetrans亘ation
ofthisworkcouldtheoreticallyhavebeenaccessible.Howeveろnoevi-
dencehasbeenfoundastoitsdiffusionandinHuenceinJapan.Practi一
P`1π 〃T"`〃151謡 ζ川 σ〃`!嵌 ・A所`1〃`1∫ ～o〃o〆-〃 フ`・M(,`ゴ θrllEρ'5'oη18〃1ノ`～ ρ〃7
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蘇'州callyspeaking,someexamplesofWesternisedSuz}}()uprints,ofwhich
copiesareknown,wereenoughforOkumuraMasanobuandother
printdesignerstoconceiveandrealisetheimitationsoflinearperspec-
tiveintheir〃 々'一θprints.4
154
摩..文萃1.1
歌 舞伎
Ψ二〔女ll毒…イ.弋
Itisnoteworthythatthis丘rstgenerationof腋ゴーθproducerswasnot
somuchinterestedintheprincipleasintheeffectofthelinearperspec-
tive.AsK{shiFum量kazしlhasrecentlypointedout,theearly〃o吻ρθ
1'oθ'1printsdepictingtheinteriorofKabukitheatresdidnotnecessarily
searchforanaccurateapPlicationofthblinearperspective.Insteadof
becomingprogressivelyfaithfultoitsprinciple,theyrathermanifested
increasingdeviationfromit[ILL.3,4:1.Theuniquevanishingpointwas
sacri丘cedforthesakeofthevisibilityofthefamouscharactersand
scenesontheKabukitheatrestage,wherevanishinglinessuddenlydis-
appearandarereplacedbyparallellaterallines,lustashadbeenthe
caseinHeianperiod(H磁7zノ∫ぬ ゴ,794-II85)scrolls.Eventheframing
techniquewasintroducedintheeditingprocess.Whilereutilisingagain
andagainthesamewoodblockforthetheatreinterioろthepartofthe
blockrepresentingthestagewouldbecutoutandreplacedbyanew
blockthatwasinsertedintotheoldone,inanefforttocatchupwith
thelatestpopularperformanceandfavouriteactors.Clearlyゴitwasnot
theaccuracyoflinearperspectiveρθγ5θbuttherapidprintingwith
itspossibilitiesofwidediffusionthatwastheprimaryconcernofthe
Japaneseeditors(thenandnow).5
Il
眼鏡絵
吉 良...1:二野 介
WhiletheEdotheatre痴一θdeclinedintheI750's,fromtheendofム
thatdecadeonMaruyamaOkyoexecutedseveralmegLme-e,i.e.prints
destinedforopticalview」whichwastheninvogueallovertheworld.6バ
The"naturalness"withwhichOkyocouldcombinearchitecturein
linearperspectivewithnaturalsceneriesis"remarkable,"giventhefact
thatsuchkindofintegrationwasoutofthequestionfortheformer
uki一 θprints.Still,onework,乃θVendettaoプthe47Samurai匝L.51　
betraysthatOkyo'sunderstandingwasno"better"thanthatofhis
predecessors.Thereareunnaturaldoublevanishingpointsinthefron-
talprolectionoftheinteriorofthemansionofK{raK6zuRenosuke.
Asaresult,theelementssituatedinbetweenthedoublevanishinglines
confuseus.Ifwetrytorestorethebuildingintoathree-dimensional
model,orsimplytoplotitonafloorplan,thispartwouldremaininde-
terminableandimpossibletoexplain.
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Onceagain,whatisatstakehereisnotthelackofcoherenceingeo.
metricaloperation,butthelackofconsciousnesstofeelthisincoher一ム
enceasincoherent.Okyowasnotsomuchinterestedintheobjective
renditionofthespaceinlinearperspectiveasinthedramaticeffect
createdbytheillusionofdepth.Ratherthanthehomogeneousspace
thatispresentedtothe丘xedmonocularviewpoint,itwastheaesthetic
singularityandsupernaturalnessofthebloodyandatrocioussceneof
revengethatwaspursuedbytheartistatthepriceofrevealinghislack
ofrespectfortheprincipleofthelinearperspective.
1歌月1騁1蒋
1男利』1
浮 絵 紅.毛 フランカイ
1奏ノ製ま嬢毒饗戦瀬
　
ShortlyafterOkyo'svued'optique,UtagawaT()yoharu(1735-1814)
renovatedthetro〃zpel'oeilintheEdoofthe.Meiwaperiod(1764-1772).
Vie〃ofaSX7estern.Port(Uたi-eκδ吻 δFi.trankai一 〃linatoBanrid6k)ノ δ 縦)
ztt)IILL.61hasalreadybeenidenti丘edasanimitationofacopperetch-
ingoftheCanalGrandeinVenicebyAntonioVicentini.7Harmonious
ingenera1,thedetailsbetrayTbyoharu'scarefreeattitudetowardthe
original.Thestairsonthequayattherightside,depictedeitherinpar-
allelorevenindiverginglines,donotfollowthesupposedvanishing
lines,whichremaindifficulttolocate.Thevanishingpointisalsodif一
丘culttolocate,andanywaywouldnotconvergeonthehorizon.This
lackofconsistencyclearlyrevealsthatthenotionofhorizonlinewas
lackingwhenT()yoharucopiedtheoriginal.Needlesstosay,thehori-
zonline,astheviewer'sstandpointprolectedtothein丘nitedistance,is
thebaselineforthelinearperspectiveconstructionasawhole.What
interestsus,inthecontextofculturaltranslation,howeveろisnotTbyo-
haru'sevident"incomprehension"ofthisprinciplebutratherthefact
thatT()yoharu,eitherconsciouslyorunconsciouslyelectedtoignore
suchprincipleinhisadaptationofthelinearperspective.
ネ撃糸会1各i場1欄1.条韓f瑪ズ
.夕涼 図
LateらTbyoharudidtakenoticeofthehorizonasthebaselineofthe
wholecompositionEηノo:y勿g訪 θ θッθη加gCoo1碗 め θ5翊6go〃 σ鯢 勿
絢o'o(嚥 一8Rα 〃々)・δ ∫伽39燃 ～πり ・細9〃11細)[・LL7】beinganexam-
ple.Still,theviewpointisraisedasiftoreconcileitwiththebird's-eye
viewtradition.Whatareintriguing,howeveろinthegenerallyseamless
composition,arethelinesofpeoplewalkingacrosstheforeground.As
theKamogawaRiverisflowingfromthereartothefore,abankon
whichpeoplearestrollingseemstodamupthestream.Whydidthe
artistmakesuchanabsurdandincomprehensibleadditiontothefore-
groundP駒yoharuseemsnottohavebeensatis丘edwithleavingthe
foregroundemptyand丘lleditupwiththementionedmotif.Although
notreasonablefromarealisticpointofviev鴇theseadditionswere
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madesoastosatisfyhisaestheticsensibilities.Asweshallsee,this
apParentlysuperfluousadditionwillaccountforthe"Japanization"of
thelinearperspectiveinthefollowingperiod.
158 III
佐 竹'義敦 、大 名
秋 田 、曙1..1.1
平 賀 源 内
癬i艀去誨講簿逗
The丘rstattempttoformulatetherulesofWesternlinearperspec.
tivewasmadebySatakeYoshiatstl(1748-1785),ゐ伽:yδofAkita,also
knownbyhisartisticsobriquetShoz3n,inapairofshortessayscom-
pletedinI778.ProbablyinitiatedbyHiragaGerma孟(1728-1779),a
polymathandWesternist,whohadvisitedAkitainI773,lordSatake
beganhisstudyofWesternpainting.Amongtheirmainreferencesthat
havebeenidenti丘ed丘guretheso-calledG700'θ56勿14θ7わoθ々byGerard
deLairesse(1707),apupilofRembrandt,andNσθκ θ々朗gθ わθ56乃7y一
漉9襯4θ 翩 〃〃γ4θ 剛 θ7〃0θ'ゴ9θ4ゴθ7θη,ツ'55θ π θ励10θ410ZθZ鰯 θ匹
4∫θγθアz,z/09θ1θ7z,々70η θ々1-4∫θ7θノz,51βη9θπ θη4㍑ θ々π(1660>byJanJon-
ston[lohnJohnston】,knownasthe"zoologicalalbum".Inhistreatise
onWesternpainting,G4わδ たδプγδ(1778),Shozaninsistedonthepracti-
calutilityofpaintingasvisualinformationandseverelycriticised
theconventionsofOrientalpainting,whichcouldnotdiscerneither
thecolourortheconvexityandconcavity.Healsoattackedtheabsurd-
ityoftranslatingtherelationoffar/nearintermsofupperlloweronthe
pictorialplane.HeboastedthatbyhisstudyoftheprinciplesofWestern
paintinghecouldclearlydiscernfarlneaちhigh/lowandclearlobscure
etc.Itisalsointhistreatisethatthehorizonissingledoutandde丘ned
forthe丘rsttimeinJapanasthebaselineofthelinearperspective.8
AstrikingimplementationofthismanifestoistheP勿θ7}θ θ 〃 励
P躍7γo'IILL8】.Exaggeratedforeshortening,clear-cutshading,contrast
betweentheforegroundinvividcoloursandthebackgroundinpale
blue,extremelyloweredhorizonline,dichotomiccontrastbetween
clearandobscureinthemodelling,whichgivestheimpressionthatthe
trunkofthepinetreeisrectangularratherthanround...Howeverthe
moststrikingfeatureinthisworkisthesuperpositionofthegiganti-
callymagnifiedforegroundontheextremelyminiaturisedbackground.
Itispossiblethatsomeetchingillustrationoffaunaandflorainthe
Westernencyclopaediasathisdisposalhadinspiredthisdisproportion-
atecontrast.StillthefactremainsthatShozanperceivedsuchacon-
trastastheessentiallessonofWesternscience.Inmyview,hereisthe
vitalpointinthereceptionandculturaltranslationofthelinearper-
spectiveinTokugawaJapan.
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Thelinearperspectivehadbeenconceivedandelaboratedasadevice
forconstructinga」らo〃zo9θ πθo〃5pictorialplane.Byprolectingona
screeninfrontoftheeyethecon丘gurationsoftheobjectstoberep-
resented,itaimsatdeterminingtheirrelativedistancesandpositions
onthetwo-dimensionalplanebyaseriesofpurelygeometricaland
mechanicaloperations.Bycontrast,Shozaninterpretedthesamedevice
asatoolof4∫ ヵ彰γθη吻"oπ,exaggeratingtheheterogeneitybetween
whatisnearandwhatisfaraway.Insteadofestablishingauni丘ed
homogeneouspictorialplane,Shozantookadvantageofthelinearper-
spectivetorealisepolyvalentspace,broughtaboutbythecontrast
ofheterogeneouselements,whichhecouldclearly``discern",ashe
proudlyputit.
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SymptomaticinthisregardwasthetermadoptedbyShozantodes-
ignatelinearperspective:``degreeoffar/near"(8πゴ々宮1〃040∫ 舜).Shiba
K6kan(1748-1818)alsospokeofthe``reasonoffar/near"(θκ ∫々71770
1のinhis∫ θ')ノδ98跏 η("EssayonWesternPictures,"1799).Ofcourse
"far/near"(8諛 加)wastheonlyChinesetermattheirdisposaltotrans-
latetheideaof``perspective".Still,itisundeniablethatthisde丘nition
indichotomicterms,typicalofChinesethought,contributedtounder-
1iningtheeffectofdifferentiationandcontrastbetweenthenearand
faLInShozan'scase,thepinetreeintheforegroundderivesfromthe
Kan6sch.oolscreenpainting,whilethelandscapeinthebackgroundis
animitationofDutchetching.Thesetwocontrastingelementscould
beputinthesamepictorialplanethankstothelackofanintermedi-
ateloiningspaceinthemiddleground,whichbyitsabsenceservedas
thetransitionalspace.91nthisprocessofculturaltrans豆ation,whatwas
supPosedtobefaithfulunderstandingoftheWesternlinearperspective
byShozanhimself,actuallyresultedinaremarkabledeviation.What
thendoesthisdeviationimply～
遠近の度数
遠 近 の 埋
ぴ臻ネ羊1薊言炎.、」鍵近ρ
狩野派
IV
AsearlyasIg781proposedtocallthistypicalcompositionofthe
Akitaschoola5'∫ 〃1乖 一1砌456β ρθcombination,whichmarkedthebirth
ofanewgenreinthehistoryofJapanesepainting.T乃θPo雇o〆5乃'一
πo伽z〃 【ILL。91byOdanoNaotake(1749-1780),oneofShozan'ssamurai
sublects,showsmoreclearlytheimplicationofthisnewcombination.
Herethepeonyflowersintheforeground"borrow」"asitwere,astheir
convenient``background"thePondofShinobazu.This``borrowingof
thenaturalbackground"inevitablyremindsusof5加た々6∫,or"borrow一
厚丶Hl1里脅藪葺弋
{.}:蚤:巴=瓢
Pσ π ∬∬Trσ 〃∫10"θ 〃 σ174∫ 乃〔～ハ 厂〃`κ1σ が(川r)〆'"フ8ル1048r〃Eρ∫5'(～〃z8〃z/oρ σ11
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ingofthenaturalscenery,"atechniquepractisedinthegardendesign
ofEastAsia匝L.、 。】.Curiouslyenough,theadaptationofthelinearper-
spectivebytheAkitaschoolconsequentlyamountedtothepictorial
versionofthe5加々々 θ∫garden,bothofthemsharingoneandthesame
deepstructure.Justasinthe5加々々 θ∫gardenheterogeneouselements
weresetside-by-sideintermsoffarlnearsuperimpositiontoconstitute
anentityforcontemplation,thelinearperspective,importedfromthe
West,wastransformedandreducedintothematrixthatservedthe
sameeffectofvisual吻oη如g6.10
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Hereisacaseofcircularinterplaybetweenthetranslationofcul-
tureandcultureoftranslation.Whilethelinearperspectivehelpedthe
AkitaschoolinventinganewWesternisedpictorialplane,thenewpic-
torialplaneinquestionturnedouttobethemanifestationoftheway
FarEasterncultureonthearchipelagohadincorporatedtheexterior
elements.Thus,thelinearperspectiveasitwastranslatedbytheAkita
school,paradoxicallyrevealedoneoftheconstantsofJapaneseculture
asacultureoftranslation.Herewecanprobablydetectasecretin
themechanismof"Japanizatlon".Andretrospectively,wenowcansee
thatnotonlythere-interpretationofthelinearperspectivebytheAkita
school,butalsothespatialsuperimpositionofOkumuraMasanobuor
theeditingtechniqueofwoodblockinsertionpractisedbytheT()rl.i鳥無垂派
schoolweregovernedbythesameprinciple,whichconsistsofluxta-
posingheterogeneouselementswithoutrespectingthegoverningprin-
cipleofeachoftheincorporatedelements.11
V
Inconnectionwiththis``constant"inJapan'scultureoftranslation,
Iwanttoadvancemylasthypothesisastothecombinationofahuman
figureandalandscapeintheukiyo-eprints.Earlyexamplesofthis
combinationcanbetracedbacktoSuzukiHarunobu's(一1770)seriesof
Eゴ9玩56θ ηθ5・プE4・(F勿 身E・ タ()撤 θ々ノ).Justtake・neprint,助・吻9
'乃θEzノθπ加gCoo1σ'Ryδgo々 〃一.B7∫49θ(R.y(39・ 勧 わσ∫肋 ・毳5膿 纏)匝L.・ ・】,
wherethebeautiesintheforegroundaredirectlysuperimposedupon
thebackgroundofRy6gokuBridgeinbird's-eyeview.Still,itisimpos-
sibleto丘ndhereanyexplicittraceofWesternlinearperspective.
塗舞渚くギ帚{濫
屈u竜汀1∫:..ガ/丶重1嚢
1.註引;欄季喬夕貝員
Harunobuisrememberedastheinventorofthe71ゴ5乃衡 一8,0rthepoly-
chromeprints,whichhe丘rstproducedaroundI765,andMorishi㎜a
Ch自ry6(1754-1808)hassuggestedGennai'sinvolvementinthisinven一
錦絵
森島中良
P乙7γ∫ 〃Trα π∫'67'ノ`)π`〃 τ(ノ酌8Aπ ゴ`〃1β'1ぐ)η`冫 厂酌 θ1M(丿oセ η1Eρ1∫'8〃78ゴ πノoρo/1
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tion.CuriouslyenoughthereareseveralprintssignedHarunobu,which
showanawkwardapplicationofthelinearperspectiveIILL.、。1.Special-
istsunanimouslyagreethatthesepiecesweremadebyHamshlge,asa
substitute,afterthesuddendeathofHarunobuinI770.Insomecases,
Harushigeevenintentionallyandostentatiouslyintroducedthehori-
zonlinetoacompositionborrowedfromHarunobu.SuzukiHarushige
was,inreality,nobodyelsethanShibaK6kan,ascholarofDutchstud-
ies,whoseemstohaveknownOdanoNaotakeoftheAkitaschoolper-
sonally-asurprisingconnection.
見立て、品川帰帆
講湘八鍛
遠浦帰帆
:矢橋嚇}痔呪
琵琶湖
弁'ヲミ島
CharacteristicinHarunobu'slaterworkswasthetropenamed
1π∫珈 ≠θ.InthecaseofRθ'〃 γ〃∫ηg∫4∫10'5乃 加 σgσ〃〃(∫乃伽9・ 脚K伽 π),
thetitleevokesoneoftheeightpoeticviewsofXiao-XianginChina
(Ch・X'40-X短 π9わ`1タ加9,Jap.3乃6-5〃 δ 加 勲 θ∫),i.e.Rθ 伽7η 勿95漉1厩
翫 砌Pκ(E〃 ρoκ 伽 η),whichwastransposedinadiminutiveversion
intoRθ'〃7η 勿9∫ 漉1dガy為6σ5θ(ぬ わ6156K∫ 乃諺71),ascenicspotonLake
B柳a,ofwhichRθ吻 アη勿g5躍 〃 漉 ∫痂 觚go〃 〃isanEdoversionpastiche.
Hereweseeakindofrebus.Intheforeground,agirlislookingatthe
bowlfloatingonthebasin,whichevokesandisechoedbythereturn-
ing丘shermen'sboatdepictedinthebackground.Inthiswayゴthereisa
secretcorrespondencebetweentheforegroundandthebackground.12
AlthoughHarunobuhimselfdoesnotseemtohavebeendirectlyinflu-
encedbytheWesternlinearperspective,thistropeof〃痂'θ ,oraesthet-
icsof"seeingas,"hadsomethingincommonwiththespatialcombina-
tioninventedbytheAkitaschoolofWesternstylepainting.Curiously
enough,a捌 θ4'oρ 吻 〃θinaWesternisedstyIe,quitesimilartothestyle
ofOdanoNaotake,isknowntoexist,andseemstohaveservedasa
prototypeofthePondofShinobazunoikeinmany〃∫々ッo一θprints.An
exampleby丁byoharu,withtimidbuttypicalsmallfiguresinproces-
sionintheforegroundborrowsforitsbackgroundthesamelandscape
aroundthelsletBentelljlma,foreshortenedinastronglyWesternstyle.
磯1ぼ、醐.龍.斎:
風流江戸八.鬣
忍び合い
ButmorestrikingisanexampleinaseriesbyIsodaKory&saienti-
tledE∫g玩Wθ 〃50プE40(F身 ノ':y2E40乃`1た 々o∫)匝L.、31.Thelandscapeof
thePondofShinobazunoike,clearlyrenectingtheforeshorteninginthe
styleofOdanoNaotake,isevidentlychosenasarelevantbackground
andassociatedwiththehuman丘guresintheforegroundtoevokethe
secretmeetingofthecouple(5乃∫ηoわゴーβの,faithfultothetraditionof
wordplay(5乃 勿oわ 〃/5乃 勿oわ σg〃connoting``secrecy")thattypifiesthe
tropeof吻 勿 診θ.IfOdanoNaotakehasborrowedthesceneofthePond
ofShinobazunoikeforthebackgroundofhisstilllifeofpeonynowers,
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Kory血saiseemstohavereplacedtheflowersbythehuman丘guresof
beauties.
InthiswaythelandscapedepictedinWesternlinearperspective
丘nallyservedasthebackgroundtothe躍た∫γo一θprintsofbeautiesas
a"borrowedlandscape".Thus,wemayassumethatthe5'ゴ1〃∫た 一 砌4-
56砂 θandtheβgμ7θ 一14η4564ρ θwereasitweretwinsandbothwere
bornfromthetranslationandre-adaptationoflinearperspectiveinto
Japan'sculturalclimate.
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ItseemsthatoneofthegreatestinfluencesthattheJapaneseukiyo-e
printshadonWesternpaintersinthesecondhalfofthenineteenth
centurywasexertedbythetypeofcompositionIhavede丘nedas5'〃
1乖 一1砌456砂 θandがg躍 γθ一1砌456砂 θcombinations.AsIhavetriedto
demonstrateinthispapeろthesecombinationsweremostlyrealisedas
theresultofJapan'stranslationofthewesternlinearperspectiveinto
"Japanese"pictoriallanguage.Howeveらthistranslationdidnotmean
apassiveacceptanceofthingsWestern.Onthecontrary,intheproc-
essofitstranslationintoJapanese,westernlinearperspectivelostthe
supremacyithadenjoyedforseveralcenturiesastheabsolutegram-
maticalcanoninWestern丘nearts.Howeverthisdoesnotmean,any
more,thattheWesternlinearperspectivewasreducedtoamerevocab-
ularyatthedisposaloftheJapanese.Onthecontraryゴthetranslation
oflinearperspectivedidchangethesyntaxofspatialconfigurationin
Japanesepainting.Andyet,itcannotbedeniedthatthischangefol-
lowedthesame"transformationrule"(N.Chomsky)aswasobserved
inthe5乃 β々 々θ∫aesthetics.
ThewayJapanesepainterstranslatedwesternlinearperspective
seemstohaveimpartedafar-reachinglessontotheavant-gardeWest-
ernartistsinsearchofmodernistaesthetics.Theywereconvincedthey
would且ndinJapaneseartsomeofthekeystogetridoftheyokeofthe
academictradition.Letmeclosethispaperbyquotingastatementthat
ErnestFenollosamadeinthelastyearofhislife:
"TheOrientalinfluencewasnoaccident
,noephemeralrippleonthe
world'sartstream,butasecondmaincurrentofhumanachievement
sweepingaroundintotheancientEuropeanchannel,andthusisolat-
ingthethree-hundredyears-longislandofacademicextravagance."13
"TheOrientalinfluence"heremustbeunderstoodnotinitsessentialist
sensebutintermsoftheOrientalartoftranslatingWesternculture.
P`7π11T7`1〃 ∫1α岳 丿11σ〃ゴ 酌8Arf∫ α41屠10η θμ 加Mr丿 ゴ`ワ・〃Eρ1∫fρ 〃1ρ1〃.加 ρ011
IThisisanabbreviatedandmodi五edversionofmy``Latransfo皿ationdelaperspectiveIin6aireauJapon
(1740-1810)etsonretourenFrance",A`'θ54θ'47θ6乃ア6ち θπ56'θ π6θ550`'4'θ549(■g83):29-46,which
wasbasedonmyM.A.dissertationpresentedtotheUniversityofTbkyoinIg79.
20nthe"politics,,ofthelinearperspeαive,seea.o.PierreFrancastel,Pθゴ寵 〃7θθ'毎506f6短(Paris:Denoε11
Gonthie馬Ig51【Ig77】);HubertDamisch,L'07'gfπθ4θ 4ρ θ75ρθ6∫ルε(Paris:Flammarion,Ig87)andJames
Erkins,7乃 θPoθ'記50〆Pθ75ρ θ6∫'〃θ(Ithaca=CornellUniversityPress,Igg4).
30nJaponisme,seea・o・Yamadacbizaburo肚山 田 智 三 郎,ed.,14ρoπ ∫5翅θ'πA7dTbkyo:K6danshalnte卜
nationa1,Ig81).
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4JulianJ.Lee,"TheOriginandDevelopmentofJapaneseLandscapePrints",unpubIishedPh.D.,washing-
tonStateUniversityゴIg77,
5KishiFumikazu雌:文蓄ll,石40πoθ η々 ∫π一乃6,〃 々∫θη05腕 々4々露 「21.i.1丿ジllfの遠 近 法 浮 絵 の 視 覚.1(Tわ θPθ ア5ρθ6∫f肥
勿E40,飴 θPθ κθρ〃oπo〆U々 ゴーθ)(Tokyo:Keis6shob6,Igg4).
6TimonScreech,"TheMeaningofW6sternPerspectiveinEdoPopularCulture",Aκ肋850μ5伽Aπ47
(Igg4):58-6g.AlsobythesameauthoらTらθW衫5'θ7η3`ゴ θ纏 が6G砒 θ砌4Poμ'4ア1吻 σgθγ:y∫ηL4'θEどo
∫4ρ4η(Cambridge:CambridgeUniversityPress,Igg6>.
70kanoKeiichi岡 野.:/l:…..・,"EineV白nezianischeVεduteimjapanischenHo且zschnitt",P砌功 θoπz7(Ig69).
8ReproducedinfacsimileinTakehanaRintar武ま1亨蓬林 太 郎,、4々 加74ηg4「 秋 「1:/l蘭曲ll(Akita:AkitaSaki-
gakeShinp6-sha,Ig92」),134-14L
gCf.It6Tbili伊藤 て い じ,N油oπ4θ 忽 勉 アoη11順 オ江デ ザ イ 冫 論 」(StudiesintheDesigninJapan>(玉)kyo:
Kash童mashuppankai,Ig6g)ch,z.
IoForarecentcriticismontheaestheticsof纏鰯 θ,seeKarataniK61in柄谷 ↑』.μ丶,"Shakkeinitsuiteno
k6satsu"「.借.il}:匙 に つ い て の 考 察 」(ReflectionontheBorrowedLandscape),H仂γδ 々勲 σπ 「批 評 〔:紹/}i=1..i
(Critica且Space)17(Ig98):3∫一47;anEnglishversionofthisartldein:KarataniK6jin柄谷 そ..∫人,``Usesof
Aesthetics:AfterOrientalism",Bo襯447γvoLz5,no。z(Igg8>:14∫一160.
IIForamoregenerahsedhypothesisonthisfunctionof"mediation"inJapanesespaceexperience,see
AugustinBerque,V勿アθ1'θ5ρβ6θ砌 ノ4ρoπ(Paris:PressesuniversitairesdeFrance,Ig81),lastchapteL
IzAsfortheminiaturised加跏'θaesthetlcsinJapan,seeHagaT6ru:皆賀 徹,"Fαkeinohikakubunkashi,
Sh6sh6Hakkeito6miHakkei"「風.鍛 σ)比 較'文 化 史 一 「1飆1=li八燉 」 と 「近 言...i.1八景.!,Hゴ β々々 麗 伽 ηgσ勧
たθπ々 γ毒 「上七牽交1文r掌.葦il:F発..}50(Ig86):1-2・7・
13ErnestFenoilosa,"ThePlaceinHistoryofMLWhisder'sArt",L伽∫1(Dec,Igo3):16.
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En/oyingtheCoolatRγ6goku,byOkumuraMasanobu,ca.174∫.Privatecollection.バ
ViewoftheNagasakiPo7',attributedtoMaruyamaOkyo.DatafromtheNagasakiPrefectural
Museum;HosonoMasanobu,Yδffihanga(WesternStγtePrints>(T()kyo=Shibund6,Ig6g).
InteriorviewofaKabukitheatreintrompe"oeil,by]briiKiyotada.DatafromtheRiccarArt
Museum,ExhibitionCatalogueUたi一θ(T{)kyo,Ig75)no.4.
InteriorviewofaKabukiTheatrein'γo〃ψθ1'oeil,byOkumuraMasanobu,KobeCityMuseumof
NanbanArt.DatafromtheRiccarArtMuseum,ExhibitionCatalogue,Uki-e(Tbkyo,Ig75)no.1.
AccordingtoKishiFumikazu'shypothesis,Okumuracommittedintentionallyafurtherdeviation
fromtheprincipleoflinearperspectiveinhisre-adaptationofKiyotada'stheatreinterior(FIG・3)・　
TheVendettaofthe47∫4〃lurai,byMaruyamaOkyo。ReproducedfromHosonoMasanobu,
Yδfahanga(WesternStylePrints)(Tbkyo:Shibund6,Ig6g>.バ
Viel〃ofaWesternPort,byMaruyamaOkyo.Privatecollection.　
En/o卿gtheEve痂gCoolattheShiiδgawarainKγoto,byMaruyamaOkyo。DatafromtheRiccar
ArtMuseum,ExhibitionCata'ogueUki一θ(T{)kyo,Ig75)no.18,
PineTreewithParrot,bySatakeShozan.ReprintedfromNaruseFujio,EdonoYδMga(WVestern
∫り"θPaintinginEdoPeriod}(]R)kyo=Sh6gakkan,Ig77>.
ThePondoプShinobaz〃,byOdanoNaotake.ReprintedfromNaruseFujio,EdonoY6ffiga
(WVesternStツ'θP4intinginEdoPeriod}(Tbkyo=Sh6gakkan,Ig77).
AphotographofOk6chiSans6GardeninArashiyama,Kyoto.Thegarden,10catednearthe
Tbnry負iiTemp且e,borrowsasitsbackgroundthenaturalsceneriesoftheArashiyamaMountain,
whichextendsacrosstheHozugawaRiver.
EnjoγingtheEveningCoo'atRγ6go勧,bySuzukiHarunobu.DatafromUkiyoetaifean(T()kyo:
K6dansha,Iggo)。
Ca〃igraphy,bySuzukiHarushige(signedHarunobu>。DatafromHosonoMasanobu,Y6ffihanga
(WVesternSt)"θPrints>(Tbkyo:Shibund6,Ig69).
EveningBθ 〃attheH〃o〆∫ゐinobugaoka,byIsodaKory自sai.DatafromUkiyoetaikan(Tokyo=
K6dansha,Iggo).
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